, these shows encompassed musical, comic and dance routines, drawing on the experiences each member had in live vaudeville performance. The discussion outlines these individual histories, and draws attention to a shared fascination with impersonation, which forms an explicit and implicit part of the act, as the performers' stage personas are already emulatory. In addition to the influence of vaudeville, the construction of the Rat Pack also draws on the structures of blackface minstrelsy, with the interactions of the five members being patterned on a fluid variant of the interlocutor-endmen relationships. The interweaving of these influences and performance styles underpins a dominant concern of the troupe, as the comic material frequently negotiates the racial, national and religious identities of the individual performers. In particular, this deals with their shared status of having immigrant ancestry, a status which I term as being 'hyphenated-American', suspended between historical, public and aspirational identities.
Introduction
The Rat Pack remains a somewhat amorphous collection of associates in the popular imagination, in terms of its constituent members and their range of activities. Richard Gehman's contemporaneous book Sinatra and his Rat Pack (1961) notes that a tendency to mythologise has always accompanied the group in the American national psyche: 3 Comparatively little attention has been paid to these live shows. Levy and Gehman are more concerned with the personal, professional and social biographies of the players. Quirk and Schoell also cover these, while paying close attention to films featuring members of the Rat Pack. Towards the end of their book there is a suggestion why this might be the case, acknowledging only two points of access to the live performances: the Museum of Television and Radio's event The Rat Pack Captured in 1997, which screened a video recording of a 1965 concert at Kiel Opera House, St. Louis; and unreleased audio recordings of 1963 performances in Chicago. These recordings are now in the public domain , 1965 ] 2003 , [1963 2008; Frank 2011) but are limited as reference points since they cover later performances that only feature Frank, Dean and Sammy of the original quintet. The existence of these later performances and recordings, combined with the comparatively greater fame of these three performers, has given rise to another constituent membership of the Rat Pack which is limited to this trio.
Amateur camera recordings of The Summit meetings featuring all five performers, however, are also now available and open up further avenues for analysis. 3 These recordings, filmed on separate nights, offer a valuable insight into the construction of the act, the nature of the material and the interaction between members. While this demonstrates considerable variation between performances, it also reveals points of consistency. In the sections below, central principles of this structure will be addressed to start to identify the workings and significance of the Rat Pack.
Beginning with a sole focus on the recordings of The Summit performances in Las Vegas, the discussion will expand to cover the later performances with the reduced membership of Davis, Martin and Sinatra. The analysis draws attention to factors that unite these performers, the similar hats that sit on similar heads. The most evident of these is, perhaps, the 4 collaboration of five entertainers whose public images are typical constructions of historical masculine and heterosexual identities. The Summit performances indulge these identities through libidinous posturing, the unambiguous objectification of women and acts of stereotyping aimed at the emasculation of gay men. These will be touched on below, though they do not form the focus of discussion. Much more complex, however, is the performers' negotiation of their own cultural backgrounds and shared immigrant ancestry. Sinatra and
Martin were of Italian-American heritage, Davis was African-American, Lawford had a British background and Bishop's parents were Jewish emigrants from Eastern Europe. Thus they were connected by a partially alienated relationship to nationality that I term below as hyphenated-American.
The discussion begins with the professional influences on, and experiences and tendencies of, these performers that bring them together in the particular context of nightclub performance.
This attends to the various points of engagement with vaudevillian performance in their backgrounds, and opens up the range of artistic elements that constitute The Summit shows.
It leads also to the observation and discussion of a particular shared interest in acts of impersonation. As well as focussing on the aesthetic impact of such influences, these similarities start to point towards individual relationships to the act, and the structure that is operating within it. This is reflective of the more historical performance model of blackface minstrelsy, itself a significant influence on vaudeville. Involving its own forms of impersonation, minstrel performance lends the Rat Pack particular modes of interacting in which identities are claimed, challenged and reformulated. The development of blackface performance in America reflected a desire, primarily amongst working class audiences and performers, to develop national forms of popular entertainment, with aesthetics and concerns that were distinct from European traditions (see Cockrell 1997 , Lott 2013 , Toll 1977 . As such, participation in the form staked a claim to American assimilation while, through the 5 performance of other identities, negotiating cultural difference. Eric Lott (2013, p.36) has detailed how minstrelsy's 'role as a mediator of northern class, racial and ethnic conflict -all largely grounded in a problematic of masculinity -has much to do with the equivocal character of blackface representations'. The shifting traces of blackface tradition found in the Rat Pack's live performances illuminate the discussion below of the troupe's internal negotiation of its own hyphenated-American status. Shawn Levy depicts The Summit performances as a casual social occasion placed before an audience, rather than a considered performance event. The Rat Pack would 'make millions and all they had to do was show up, have a good time, pretend to give a damn, and, almost as an afterthought, sing' (Levy 2002, p.3) . Although the shows certainly contained musical numbers, Levy's emphasis on song presumes the eminence of singers Sinatra, Martin and
Vaudevillian roots
Davis. Songs were far from the only element of the early performances, however, or even the most dominant as they sat within a range of components encompassing dance, stand-up comedy, clowning, impressions and sketches. When Sinatra, Martin or Davis held the stage alone, it became a hallmark of the act for the other members to disrupt their singing through comic interjections from an offstage microphone. At the end of The Summit shows, other performers could be invited to join the Rat Pack on stage. As noted in the epigram above, Bob Hope in this role described the evening as 'a lot of fun', and Milton Berle in his turn declared it 'one of the greatest comedy events that I have ever seen in my entire career'.
6
Notwithstanding the bias of these two comedians, the emphasis is placed squarely on the comic value of the performance over its status as a musical extravaganza.
Chris Rojek notes that the Rat Pack performances 'borrowed some of the classic motifs and routines of high vaudeville' (Rojek 2004, p.39) . This extended beyond the formal variety contained within the shows. Snyder's description of vaudeville as an 'often exuberant, irreverent, sensual style of music, drama, and comedy' (Snyder 2000, p.132 
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The mutual interest in impersonation points to a related yet underlying similarity: the role played by emulation in shaping their professional identities. Within The Summit, Lawford's reflection of the personae of the other performers is an internal act of emulation. In turn, their craft as performers was developed by emulating idols of their own. For Martin, this was most notable in his vocal similarity to Bing Crosby; the cultivation of an easy going vocal manner, frequently emphasising the lower baritone registers and echoing the latter's use of ornaments such as appoggiaturas, mordents, and slurs (Tosches 1999, p.74 ). Tosches notes further that '[n]o singer who came after Crosby would ever approach a microphone or a song without passing through his shadow' (Tosches 1999, p.74) . Sinatra was also inspired by Crosby, but wanted to distance himself musically: '"I never wanted to sing like him, because every kid on the block was boo-boo-booing like Crosby. My voice was up higher"' (cited in Lahr 1999, p.14).
For styling, Sinatra turned to more idiosyncratic sources of emulation. Vocally, he sought the authenticity and intimacy achieved by Billie Holiday, and the articulation of Mabel Mercer.
He also appreciated the sustained phrasing of violinist Jascha Heifetz, finding a vocal equivalent by observing the trombone-playing of big-band leader Tommy Dorsey, who would sneak a breath from the corner of his mouth while holding a note. This emulation of Dorsey's breath control underpinned Sinatra's musical technique, his innovative ability to sustain a phrase which offered greater potential for the interpretation of a lyric.
Such emulation is not limited to musical technique in the case of Martin and Davis. 
Mr Interlocutor(s) and the endmen
Sammy: You sound awfully colored, Peter.
Peter: South of England, Charley.
[onstage at The Sands Hotel]
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In some cases, the Rat Pack's early experiences of vaudeville entertainment brought them into direct contact with blackface performance. Clarke recounts Sinatra's first professional connection with the Three Flashes, the vocal trio that he would later join to form the Hoboken Four. Sinatra was given a small part in two films they were making for the producer Edward 'Major' Bowes:
called The Night Club and The Minstrel, and Frank didn't sing but played a waiter, in blackface, which is an indication of where Major Bowes was at:
blackface as a vaudeville tradition left over from minstrelsy was already corny in 1935. (Clarke 1998, p.21) Clarke underestimates the continuing influence of the American blackface tradition, which had proven the dominant form of popular entertainment in the latter half of the nineteenth century. Tosches describes minstrelsy as 'still a going form of entertainment in the late thirties' when Dean Martin performed as a blackface singer in a minstrel show (Tosches 1999, p.75) . Even Davis's first stage appearance as a child, c.1930, involved wearing blackface for a parody of Al Jolson's song 'Sonny Boy' (Davis et al., 2012) .
The Summit performances make no overt reference to blacking up as a motif. 5 Nonetheless, the influence of minstrelsy infiltrates the performance structure in other ways. The organisation of the troupe in particular echoes the characters, relationships and roles that were developed in the blackface tradition. Toll describes the key figures of 'the interlocutor'
and 'the endmen' that emerged in the blackface format. These figures were utilised during the opening section of a typical minstrel show, which (like The Summit) included a mixture of jokes, comic and serious songs, dances, topical material and a lively, concerted number to 14 finish. The performers were seated in a semicircle, with the interlocutor in the centre and the endmen at the outer points. The interlocutor orchestrated the loosely structured, heavily improvisational first part to meet the particular audience's tastes. Although unnoticed by the audience, his talent for knowing when to draw out or cut off comedians, when to change to a different type of humor, and whether to vary the prearranged musical selections largely determined the difference between a good and bad first part. (Toll 1977, p.53) In the Rat Pack's nightclub shows, Bishop undertakes a very similar practical role, although solely concerned with the comic force of the event, as its musical choices were best delegated to the greater expertise of Sinatra, Davis and Martin. An often-cited story demonstrates the responsibility and trust placed in Bishop for determining the comic shape of the performances:
When Peter wasn't thrilled with a bit about pretending to be a busboy, Frank spat daggers: "Do it how Joey says or get the fuck off the show". The traditional interlocutor, by contrast, was not a comedian in his own right but undertook a more representational role in which he 'personified dignity' (Toll 1977, p.53) . Consequently, he was primarily a source of humour as the comic victim of the endmen, Tambo and Bones.
In the blackface tradition, according to Pickering, these characters 'represented the antic spirit of madcap buffoons in ways that stepped the tightrope between black stereotype and subversive humour', supplying the 'temporary abandonment of prevailing norms, that made the minstrel show so popular' (Pickering 2008, p.16 ).
The interaction between interlocutor and endmen 'was a test of their opposed personae and, while the butt, Mr Interlocutor was meant to rise above Tambo and Bones's comic sallies' (Pickering 2008, p.16 ). His dignity is therefore treated with both reverence and scorn, perceived ambivalently as authoritatively superior yet ridiculously pompous. Within the Rat Pack, the role of interlocutor is broadly split along comic and authoritative lines between
Bishop and Sinatra, with the latter taking on this representational function.
Uncontested as holding the most celebrity power amongst the troupe's members, throughout
The Summit performances Sinatra is referred to variously as 'The Leader' and 'The Pope'.
There are traces of deference to him that maintain his elevated position in the hierarchy.
When presidential candidate John F. Kennedy attended a performance, for example, it was accepted as Sinatra's uncontestable prerogative to introduce the Senator from the stage, despite Lawford's position as the would-be president's brother-in-law. He is also allowed the final word on performance choices at points, even by Bishop, and his authority in such matters does not brook contradiction. In his response to the Rat Pack's shows at the Fontainebleau Hotel, Gehman 'began to feel that perhaps at times they went too far in their references to each other's ancestry and religion' (Gehman 1961, p.74 (Dorinson, 2004, p.29 American. An outnumbered Davis was viewed as a more isolated victim.
Santurri argues that:
it is hard not to wince at the accounts of Sinatra's public racial jokes at Davis's expense -even though the jokes seemed bereft of genuinely racist motivation and were clearly part of an act incorporating the kind of good-natured barbs one innocuously hurls at the best of friends. Yet the reason the jokes are unsettling despite their apparent lack of authentically racist intention is that they reinforce the patterns of subordination constitutive of Sinatra's relation with Davis. […] only the most privileged among the vassals were permitted by the lord to respond in kind. From all indications, Davis was not so permitted. (Santurri 2004, p.206) Broadly speaking, this account seems a reasonable overview of the source of the unease that accompanies the racial jokes in these later Rat Pack performances. There is little question that the jokes constitute mockery grounded in racial identity, or that they presume a certain power relation. In one joke, Martin carries Davis to the microphone to 'thank the NAACP for this trophy'. 7 Davis is physically, professionally and verbally diminished by the action.
Furthermore, the white performer claims credit for the contribution of a black performer in a way which exposes the real power relation behind the onstage camaraderie and integration.
This could, of course, reflect that Sinatra's authority over Davis is not only a consolidation of their personal and professional relationship, but also emblematic of the wider political oppression of black (and Jewish) people from a dominant white (and Christian) position.
With civil rights as a highly divisive issue in contemporary domestic politics, such jokes would undoubtedly be deeply uncomfortable.
There are difficulties with such a reading, however. In the first instance, given the combined professional experience and backgrounds of these performers, it seems unlikely that they As a concession to the Presidential campaign, Maltz was sacked (with full pay) and Davis's wedding was postponed until after the election. Despite Davis's own support and concessions, the Kennedys refused to allow him to appear at the inauguration gala that Sinatra produced in 1961 following electoral victory. According to Nancy Sinatra, 'it was one of the few times [Frank] ever felt at such a loss. In the past he'd
[…] been able to protest, had helped bring about change. But now he could do nothing' (Sinatra 1985, p.98 ). Sinatra's frustration was mainly due to his longstanding activism on behalf of advancing civil equality. It also demonstrates his awareness of the public statement that would be made by the inclusion or exclusion of Davis at such a significant event.
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Quincy Jones, who conducted the orchestra at the 1965 Kiel Opera House performance, suggests that Davis's level of inclusion in the Rat Pack was an act of substantive political importance:
Sammy could do anything that anyone else in that group could. And that was the first time you ever saw anything like that going on. Before that, you would just have […] situations in which the black person was always in some subservient role. Sammy, on the other hand, was an equal. (Jones 1990, p.119) The profound racial statement, in this view, was Davis's equality in terms of ability, as well as the onstage and offstage privileges he accessed alongside his white colleagues. Implicit in this view is a perspective that the full inclusion of Davis in the troupe was as progressive and contentious in its public commitment as his interracial marriage. Significantly, Jones's perspective on equality counters Santurri's view that Davis is locked into subservience by the use of racial humour.
The matter of integration was not in itself a radical statement at this time. In 1957 the black journalist Evelyn Cunningham (1957, pp.219-220) wrote an open letter to Davis gently challenging him for holding an exclusively black press conference and noting that 'in many, many quarters, integration is fashionable and chic'. Sinatra's own commitment to racial integration is well-documented, and dates back to early days in his career before it was a fashionable stance. As Mustazza (2004, p.36) notes, even in his days as a big band singer under Tommy Dorsey Sinatra was given to outraged attacks on those who would not offer equal status to his black colleagues. Similarly, his resistance to Harry James' plan to replace his Italian surname with 'Frankie Satin, or Frankie Trent, or some other such catchy and 27 easily pronounced name' (Mustazza 2004, p.33) demonstrates an unconventional refusal to compromise on matters of ethnicity and assimilation, unlike other immigrant performers including Bishop and Martin, who had abandoned their respective family names of Gottlieb and Crocetti.
Davis, seemingly, had a more pragmatic view of integration and understood it as an inevitably lengthy process. No individual performer, in his logical view, could resolve racial tensions singlehandedly. Each could only make small advances, opening whatever apertures they could for subsequent performers to capitalise on. This perspective led him to champion earlier black performers whose work had been denounced for its racial capitulation: 'Possibly
Stepin Fetchit made it a bit easier for Richard Pryor […] Great strides have been made, but more often than not they were made up of tiny footsteps which pushed a little farther on each tread' (Davis 1980, p.549) . As one journalist noticed, Davis had taken such symbolic steps in his private life through his marriage to May Britt: '[a]n unwritten law in Hollywood is that interracial romance is okay, so long as it's kept quiet, but interracial marriage is taboo' (Putnam 1963, p.269) . His participation in The Summit shows takes further progressive steps because of its visibility, both in the sense of its prominence and the explicit references to it, though like the work of Fetchit these also run the risk of upholding reactionary attitudes. On questions of race, nationality and religion, however, the troupe's shared hyphenatedAmerican heritage covers a heterogeneity of personal identities that is internally subjected to ongoing attack and defence. Performed through such a comic framework, Davis's opportunity and ability to retaliate was often the very point of a sequence of jokes concerning race. The recordings of the later performances suggest that Sammy was not obliged to bite his tongue publicly in response to the racial jokes.
His retaliations included jokes that tested Sinatra's leadership, consistent with the structural role of the endman, such as the threat to punch him in the mouth quoted above. This joke also The jokes also approach a more radical politics than a fashionably liberal endorsement of integration might support. Davis's reference to the erosion of white rights, rather than white privilege, plays less with a drive towards racial equality than a combat for racial dominance in which white people are constrained, especially once military support is factored in. As such, it simultaneously toys with white fears that the advancement of a black cause equates to the destruction of white culture. Martin's reference to 'a couple of lefts' also opens up a space beyond the liberal push for tolerance to a more radical leftist politics with which Sinatra had previously been associated. Such possible undertones may not be consciously invoked, and are certainly unresolved in the exchange while hinting at the difficult layers of civil rights discourse at the time. Brinkley has described Sinatra as 'the little guy who bucked the establishment and a charter member of that same prevailing culture' (Brinkley 2004, p.18) ; he is also 'so powerful and yet somehow always the underdog at the prize fight' (Brinkley 2004, p.20 (Rojek 2004, p.26) . It is in this sense, perhaps, that while Bishop 'holds the other members together -especially when they are performing', he himself remains 'in it, but not quite of it' (Gehman 1961, p.72 ).
Martin, in many ways, is the most complete member of the Rat Pack: a skilled vaudevillian of hyphenated-American origin who carries himself with assurance and convincingly performs the hedonistic attitude. This is completed by his cultivated aura as a 'menefreghista -one who simply did not give a fuck' (Tosches 1999 Martin's drunken persona at this time not only emulated Phil Harris artistically but extended into a contrived offstage illusion, as Gehman recounts: 'At parties he seldom has more than two shots of Scotch or vodka; but when photographers arrive and other celebrities begin concealing their glasses, he keeps his in his hand' (Gehman 1961, p.63) . He cites an anonymous but longstanding colleague of Martin's who theorises that the drunken persona is not only an effective comic framework but also alleviates Martin's 'terrific inferiority complex' about his abilities as a performer: 'He figures that if he's about half-swacked, or looks like it, people will excuse him if he isn't good or funny' (Gehman 1961, p.63) .
Through this emulation and contrivance, Martin masks rather than reconciles the discrepancies of hyphenated identity. Nonetheless, it is this image of reconciliation that the Rat Pack sets out to emulate. Martin was, according to Zehme, 'the man [Sinatra] could not be, but wished he was' (Zehme 1997, p.54) . It is in this sense that the Rat Pack only exists in the imaginations of those not in it; what is significant is that those who are in it are also not in it. The nightclub performances at The Summit are the space of the hyphen itself, the gap between historical and aspirational identities where belonging is not an option since the fundamental criterion for membership is the paradoxical desire to belong.
This act of emulation is also at the root of the Rat Pack's descent from the blackface tradition.
Toll (1977) notes that blackface performance was originally driven by a desire to define an American popular culture distinct from European models. It did so partly through the authenticating claims that it emulated African-American performance. Cultural identification with the influential form, which already proposed a representational image suspended between two distinct identities, became a mechanism for national assimilation. Lott (2013, p.94) 
Conclusion
Increasing documentation of the Rat Pack in live performance, especially The Summit appearances of the quintessential membership, allow for greater assessment of the unifying features of the troupe. Against the perception that this is primarily a social gathering, the apparent chaos of these performances belies a consistent level of skill, structure and craft that lends coherence to the performance. This is grounded in the entertainers' own experiences of vaudevillian performance, and locates them in a tradition of popular entertainment that stretches further back to the blackface minstrelsy of the nineteenth century.
This common background has a particular shared focus in impersonation. This constitutes more than an extra dimension to the variety programme of the troupe's performances. In the form of emulation, it is a motivating force in the individual performers' development of their professional persona and abilities; and it is the driving force of the performances themselves.
The Rat Pack is an imaginary, rather than ontological, collective and the members themselves are engaged in trying to become this mythical troupe. In pursuit of this, they rely on impersonation, while testing, undercutting and strengthening aspects of each other's identities.
This is most emphatically a treatment of male ethnic identities, explored in comic, stereotypical, political, powerful, weak and aggressive modes, which points to the shared identities of the performers as hyphenated-Americans with distinct ancestral heritages. What are ultimately performed by the troupe are the limits of belonging: the performances cannot abolish the hyphen between ancestry and aspiration, and must constantly circulate in the space where membership, or assimilation, remains out of reach. The Rat Pack imaginary is, in the end, the illusory character who performs reconciliation of the hyphenated divide.
